No matter the type of puppet or marionette, the area in which one form of puppet theatre or another was created, the characteristics of the puppet-style of representation have remained the same: the embodiment of a hero through an object that has more or less mobile elements; the nonverbal behaviour of the animated object, pantomime and unintelligible speech; the usage of music or speech for emphasizing the puppeteer's performance.
Therefore, we have to point to the fact that an omission has kept occurring in the research of the origins and evolution of performing arts. Unfortunately, those who have researched this phenomenon have avoided associating the origins of masking to the origins of puppetry. From our point of view, masking must not be associated only to the origins of drama. The beginnings of man's tendency for masking and the evolution of the forms of manifestation that draw from this tendency are phenomena that we have to associate to the genesis and evolution of the puppet style of representation.
The prehistory of animation theatre starts at the moment man has associated body language to a series of practical objects in order to embody and suggest archetypal behaviours, with the aim of communicating profound truths on human condition.
In the beginning, man used gesture, mimics and reactions in order to communicate. These means had "practical utility". Much later, man discovered their expressive qualities and began developing his own abilities for artistic communication. We aim at re-discovering what was it that generated this impulse for suggesting the essence of human behaviour by using an animated object? What phenomenon in the primitive era determined the association of generalizing means and ways of communication, that had indicative, descriptive or imitative purposes, to practical objects? What determined the transformation of the quality of the act of communication?
First of all, let's remember that the spirit of the era was dominated by man's wish to understand what was going on around and inside himself. We know that, in his fight for survival man began to believe that, by using objects, or, better said, animating them, he could defeat his real and imaginary enemies, that he could "subdue" and "control" the world. This belief was established with the development of consciousness.
In our opinion, the apparition of communication in puppet style is tied to the apparition of consciousness. After becoming aware of his condition in the world, Homo sapiens tried to explain and represent reality. Man's need to communicate his ideas led to ritual forms of manifestation. Rituals established a mode of representation and interpretation which would later lead to theatrical styles of communication.
At a more thorough analysis, especially in regard to the means of communication, ritual language presents the characteristics of puppetry. Ritual made use of masks, statuettes with more or less mobile elements, or a series of practical objects. These represented the "theoretical" system of Homo sapiens, his ideas on life and the world. But the material and spiritual models of the primitive society were created according to the type of thinking that belonged to that specific society -"wild thinking", or "thinking in images". In fact, analogue thinking. The characteristics of analogue thinking can also be seen in the structure of the means of ritual communication in the period we refer to.
Analogue representations were sustained by the beliefs of the era. In animism, man discovered the first way to create a concrete expression of all the things he could not understand. All the other forms of primitive spirituality, fetishism, totemism, all had the same purpose. We believe that one of the most important factors in the apparition of the means of communication with puppetry characteristics was the fact that anthropomorphism prevailed out of all the beliefs of the era.
From the moment anthropomorphism had become dominant in terms of representation and interpretation, the objects used for representing would still be created and used according to the principles of animist beliefs, but the allegorical images of physical reality started to have human characteristics. Thus, the representation through an object that was analogue to man, and its animation with the purpose of suggesting human behaviour created a form of manifestation that is specific to the first stages of man's evolution as a spiritual being. The animation of an object that is seen as a spiritual protector became a habit of every social group, it established a way of living, customs, traditions. The means and ways of animating the sacred object became ways for embodying and suggesting mankind's great questions.
In general, historians and researchers of performing arts support the idea that this was the context preceding the apparition of theatrical language.
However, from our point of view, the complex of phenomena of the primitive age determined the apparition of the puppet style of communication. The generalizing means and ways of communication, the elements of nonverbal language were associated to a series of practical objects which men began using for the analogue embodiment of an archetypal ancestor. According to animist beliefs, in the representation of the ancestors of a social group, the sacred objects, gestures, and unintelligible speech became the main means of communication. Suggesting archetypal behaviour was done by using elements of nonverbal language, and the communication of profound truths on human condition was done through the animation of the sacred object. Therefore, we can argue that the complex phenomena of the primitive age generated the apparition of the puppet style of communication. This means that the origins of animation theatre can be traced back to those forms of manifestation, in those customs in which sacred objects were animated.
Researchers of the history of animation theatre present various customs for suggesting archetypal behaviours through animated objects. From their descriptions, we could note that, from a practical point of view, the animation of objects through which people would embody and suggest their ancestors and their archetypal behaviour clearly presents the characteristic of the puppet style of representation and interpretation. Let's see a concrete example of this.
In the subchapter "The Animation of Burial Effigies", Cristian Pepino presents an old custom of "animating" the dead in one moment of his evolution. He describes it in this way: "We can see that this ritual can sometimes be found in a form that allows for its periodical reediting (such as mask rituals, which represent ancestors, or puppets that have the same function). The Fang (Gabon) tribe had marionettes as funeral statuettes, and they are usually put on top of chests or baskets in which they keep the ancestors' remains. During commemoration ceremonies, these marotteeffigies (which are sometimes articulated like genuine puppets) are made to dance and speak by the members of the tribe, who are hidden behind screens that are either improvised from traditional garments (a cloth wrapped around their hips), or made especially for this purpose, from raffia palm fibres."
1
The same style of communication can be found in other collective customs of representation specific to Ancestor worship. In the multitude of data given by Henryk Jurkowsky, Cristian Pepino, Ioana Mărgineanu, Romulus Vulcănescu, we find clear depictions of the same type of manifestation with puppetry characteristics. It is clear that their documentary value supports us in stating that the custom of commemorating the ancestors, or, better said, the means and ways of representing archetypal heroes and their actions, are specific to puppetry communication.
Therefore, since the prehistoric age, people have been giving symbolic value to objects and, through animating them, have transformed them into means of communicating profound truths on man and life. The beliefs of the era and analogue thinking established an allegorical mode of representation and, obviously, a pseudo-objective mode of interpretation, akin to fabulation. Starting from the object -instrument of spiritual protection, families, clans, tribes etc. created myths and rituals, the first scripts and performances.
As we have previously stated, animation appeared in the context of community habits established by the beliefs of the time. Concrete forms of animation were: positioning, walking or laying out, dance and pantomime. Positioning or laying out the object involved less animation. But playing, carrying or dancing with the object of spiritual protection were practical activities that clearly involved animation. Prosopophoric processions were manifestations in which the puppet style of representation and interpretation took shape.
There were several stages of the preparation of these manifestations. The need for re-telling mythical history implied creating a plan, a script, and the means of expression. The representation of mythological themes imposed, first of all, the creation of the sacred object. Then, the representation of archetypal behaviours implied establishing a choreography. Also, the representation of the situations imposed choosing a space and creating a soundscape.
The stage was the space around the totem, the temple, the shrine. The elements used for re-creating the mythical atmosphere belonged to sound resources that could be instruments, or not. Non-instrumental sound resources were those belonging to the voice: onomatopoeias, sighs, humming, moans, melodic whistling sounds, simple or complex shouts. Together with the instrumental sound resources (ideophones, solo, or groups), this helped complete, stylize and suggest behavioural essences. All these work stages and elements of pre-theatrical language used in the representation of mythical stories are specific to the puppet style of representation, because:
-in order to embody an archetypal hero, an object had to be created; -all other elements of language were established based on the object. Therefore, the mythical story became a ceremony, an indissoluble whole, a representation, due to the three modes of narration: the plastic mode -the object, the choreographic mode, and the musical mode -the ancestor's behaviour and the ambience of the ceremony. All of the elements of pretheatrical language were established based on the character embodied by the object. The animation of the object that embodied an archetypal ancestor was done according to the theme of the dance or pantomime.
During its evolution, the custom of animating an object was an activity that had magical, religious, then ludic and profane character. Therefore, the instruments for recalling mythical history also went through changes, in regard to their functionality. There was a transition from the mythical to the cathartic function, and the sacred character of representing myths was replaced with a ludic one. Still, the magic-religious nature of the objects used for embodying archetypal ancestors remained in mankind's consciousness even after all these language elements gained a ludic character, and the creator of the dance or of the pantomime started to make use of satirical, burlesque elements in the playing or carrying of the object, in the gestures used for the behaviour evoked by the object. After the transition from magical and religious manifestations to ludic ones, the archetypal value of the objects continued to confer and to impose rights and obligations to those who attended these types of manifestation. No one was allowed to disturb the act.
2 Those who suggested archetypal behaviours by animating a mask, a statuette or an object with more or less mobile elements, kept the right of being "persona ludi" 3 and had the right to deride vices, to do or say anything, satirize, parody, criticize, as this right was "bestowed" upon them by the archetypal ancestor embodied by the object.
The style of symbolical representation of reality, of a theme or a mythologic subject by those who danced or carried an object, the representations done in an analogue, reductive and suggestive way became a style of interpretation that would evolve in the context of customs, rituals and popular traditions. Their way of animating, playing or carrying an object, or their way of suggesting archetypal behaviours were also described by Romulus Vulcănescu. "Look at the head of a goat mask leaning on a wall, waiting for the skilful player. What do you see? A vague morphologic structure that at times only apparently resembles the face of a goat. The overwhelming trinkets, the imprecise image give the impression of an unfinished work, quite dubious in its figurative intention. Just wait for the goat shepherd to come and take the mask, to watch it for a second, to be inspired, put it on his head and start playing. You will see a miracle. That bundle of cloth, skin and adzed horns, the bells and ribbons come to life; the beard starts to tremble in the lively rhythm of the drum or fife, the head wonders attentive, tense, frisking, quivering from the passion of playing, the ribbons and vibrantly coloured beads flutter allusively in the delicate spectre of the rainbow, the bells chime gently or make harsh sounds, the little mirrors reflect frail lights and the trumpery sparks pale little stars. Through a couple of intelligent moves, the mixture of shapes and colours becomes the image of a new apparition, a different being that is lively, spoiled or aggressive with itself, with the audience, fascinating through its pantomime; a playful goat coming straight out of the filmed sequences of a fairy tale. The shepherd has playfully turned a grown-up's toy into a miraculous being." The theatricalization of the manifestation of community customs that, held on certain times of the year, playfully recalled the history and archetypal heroes of a given lineage, led to the apparition of forms of performance specific to popular theatre. Out of them, cult theatre would later develop.
Returning to the period of the genesis of puppetry, we maintain that animation theatre is definitely tied to the ritualization of myths. In a first stage, the creation of representations corresponded to man's tendency to sacralise and ritualize. The apparition of pre-theatrical forms was generated by the tendency to dramatize the sacred history of a social group. But the apparition of the tendency to dramatize coincided with the apparition of the tendency to animate the objects that embodied archetypal ancestors. The apparition of both of these tendencies was determined by the beliefs and ideas on life and the world that were specific to the primitive age. Certainly, man's tendency to embody archetypal ancestors generated the apparition of the art of masking. But the idea of mask itself and the action of masking (oneself) belong to the idea of the double, that profound feeling that was born because Homo sapiens developed consciousness. In turn, consciousness helped man discover (himself) and understand the duality of nature and of the human being. The wish for a double and the tendency to dramatize were accomplished in the aforementioned forms of representation. Masks were only one part among the means of representation belonging to man's tendency to create a double and represent it. Figurines with more or less mobile elements were created for the same purpose. These figurines, in time, led to the traditional types of puppets and marionettes. Every type of puppet has a specific type of animation.
Depending on the system of animation, the forms of manifestation were named shadow performances, bunraku puppet performances, handheld puppet performances, marionette performances. These types of performance evolved in the context of universal popular theatre.
Therefore, we return to the evolution of puppet theatre and we remind that, in the centuries that followed, man's tendency to dramatize was accomplished as follows.
The narrations that developed from myths and mythological themes were used in the plans for preparing manifestations of recalling the history and heroes of a social group. Legends, epics became the main resources of the internal component of the language used in the creation of popular and puppet forms of manifestation. The means and ways specific to every type of performance we have previously mentioned generated traditional forms of puppet theatre.
The diversity of the means of embodiment, of techniques and modes specific to the traditional art of puppet theatre can be explained from the perspective of the factors that determined men to create these types of performance.
If we integrate in the definitions of the term "traditional" the concept of performance from animation theatre, we can state that the traditional animation performance represents an old form of performance which gave continuity to ancient customs and beliefs.
If we associate the term "modern" to the idea of performance from animation theatre, we can state that the modern animation performance represents a form of performance of recent times which expresses its creators' preference for everything new.
The simplest definition of the modern states that this notion implies the negation of the classic. It is not our intention to present the etymology of the term, nor to research the evolution of the concept. We only note that the sense of the term "classic", used for describing a creation, confirms its durability. In the 19 th and 20 th centuries, the term "classic" started to be used not just for referring to a period, but to the exemplary nature of a model creation. Thus, in the 19 th and 20 th centuries, we can state that, in the evolution of puppetry, oriental and occidental traditional forms became classic references not in terms of history, but of style.
The historical background of the first part of the 19 th century was, for a man of the arts, an adverse social ambient that produced numerous dissatisfactions. The real world he confronted in day-to-day life created a feeling of deep discontent. This general tendency amplified the artists' wish to create "a different world" that would measure up to their aspirations.
In the general context of the arts, the creations of previous eras became or, better said, started to be regarded as models. Like in most artistic domains, in the world of theatre there were artists who continued to create in the spirit of tradition, worshipping the models it offered them, and others tried to "free" themselves, denying said models. Therefore, at the beginning of the 19 th century, on this background of worshiping or denying the creations that had been models in previous eras, there appeared an avant-garde represented by Romantic artists.
The avant-gardists wanted a different type of art, an experimental space that would not limit their imagination. Thus, this type of artists, under the direct influence of an experimental spirit, started to create new forms of representation. Through the means, techniques and ways the avant-gardists represented their artistic beliefs, they also marked the evolution of puppet theatre. In the 19 th century, some members of the avant-garde represented a specific category of puppeteers. For them, the means, techniques and ways of the puppet style of representation became artistic ways of accomplishing the Romantic dream. For this reason, we can state that, at the beginning of the 19 th century, along with puppeteers who created traditional performances, the avant-gardists discovered the expressive possibilities of puppetry and there "appeared" modern performances.
The evolution of the forms of avant-garde performances starts with Alfred Jarry's performances. In creating performances, he emphasized the essentialization of plastic expression. Another stage in this evolution was marked by Richard Teschner's creations. He put into practice the idea of the auteur performance, a performance that is unitary in terms of style and aesthetics. Their ideas also modified general ideas about performing arts. Like other artists and theoreticians of the time, through their researches on the art of theatre, they led to the re-discovery of what is specific to the art of puppetry: "The fabulous that appears normal and the realism that appears artificial in puppet theatre are very great findings, like the possibilities of puppet theatre to represent the fantastical on the stage or to represent things in a way that is as fabulous as possible. This fact, as well as the tradition of intimate theatre, and Jarry's theatrical experiences made the avant-gardists at the beginning of the century get close to puppet theatre."
5 Therefore, the "first" avant-garde puppeteers caught the essence of puppet theatre, the symbolistic power of its means of expression. Using the mode of representation that is specific to the art of puppetry, Gordon Craig and Vsevolod Meyerhold were able to use examples from the art of puppetry to support their theories on drama.
Thus, in the 20 th century, according to the spirit of experiment and modernity, of "seeking" and "combining" means of theatrical expression, the modern art of animation theatre appeared. The Dadaist, Surrealist, Futurist forms of the first half of the 20 th century were concrete expressions of the experimental spirit. And those artistic experiments played a decisive part in the evolution of the modern forms of puppet performance. Each artistic current came with a new mode of representation and a new view on the artist. Avantgarde groups were created around those who represented these currents. They shared ideas on art and practiced it as the leaders proposed it. Dadaism and Futurism, alike, influenced the evolution of puppetry as a theatrical form of communication. For instance, some of the Dadaists emphasized spontaneity in creation. Some Futurists created new possibilities of embodiment and of suggesting a character, its inner life.
6 They re-introduced the object as means of representation. Thanks to them, there re-appeared the idea of animating the practical object "used" as a symbol of man in general. Thanks to the theatrical experiments at the beginning of the 20 th century, the art of puppet theatre rebecame an art of parable, of fantasy, of innocence. 7 In the context of activities held in experimental workshops, the idea of a synthesis between drama and puppetry took shape. The fusion the avant-gardists wished for was accomplished in the form of a third genre.
This new theatrical form was defined as follows: "The third genre is the mix of means of expression from puppet theatre and dramatic theatre. It breaks the conventions or principles of a magical life of the puppet, and still it is not able to abolish the actor's biological condition. Therefore, the destruction of the puppet's magic is not followed by a similar destruction of the way the actor is treated, and the third genre does not lead to a balancing of the aesthetic form. The mix of means of expression only favours the author. Thus, the co-existence on the stage of the elements actor and puppet creates the possibility of a new, metaphorical theatrical language." 8 But the reshaping of the notions and forms of puppet performances had begun in the era of Romanticism, with Henrich von Kleist's essay On the Marionette Theatre. The phenomenon of creating theoretical systems on the art of puppetry would later continue with Oscar Schlemmer's experiments at Bauhaus. These two "moments" emphasized essential aspects of the animation performance -animation theatre can represent the sublime, the abstract, innocence. Between these two great moments that mark the establishing of theories on puppetry, there was a surge in interest for animation theatre, for the power of the object to represent man in general. theatrical language re-discovered the power of the puppet to faithfully render the expression of the soul. Maybe we should add that, due to technical discoveries, there were additions to the elements that used to create the external component of the language of puppetry, in the form of new technological inventions (recordings, sound effects, new materials used for creating puppets, black-light). Also, in the creation of modern puppet performances, the musical element re-started to be subordinated to the puppet's gesture, to substitute the text.
In the context of the 19 th and 20 th centuries, the forms of puppet performances were perfectly molded on the directions set by Romanticism, and their creators were animated by the experimental spirit. From this period on, the puppeteer would achieve the status of an artist, special spaces for creating and holding puppet performances would be created, and puppetry schools also began to appear.
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